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length. Though it is blown with a double reed, the Sordun mtust not be confused with the conically-bored Dulzian of the period. The unique surviving Sorduns were probably made for the Archduke Ferdinand of Tirol who died in I595. GERMAN These were all two-keyed Dulzians differing merely in size, and Praetorius explains that while C was the lowest note of the Chorist-Fagott (from which the modem Bassoon has evolved), the Doppel-Fagott was of two kinds: the QuintFagott (lowest note Contra F) suitable for flat keys, and the Quart-Fagott (lowest note Contra G) suitable for sharp keys. "It is very convenient," adds Praetorius, "when one can have both these kinds in the music, for the semitones cannot be varied and produced from the holes so conveniently by means of the keys as by the fingers." He proceeds to inform us that the Meister who made the Octave Trombone (i.e. Hans Schreiber, Kammermusikus of the Electoral Court of Berlin) was said to be at work preparing a large "Fagot Contra" which would sound a fourth below the Quint-Fagott, accordingly an octave below the Chorist-Fagott and descending to I6 foot C. "Should he succeed, it will be a splendid instrument, the like of which has never before been seen, and it will really be something to marvel at." Organ-builders had occasionally attempted to produce clearly the lowest two notes I6 foot C and D on the Trombone stop. Praetorius therefore had doubts in the matter and he concludes: " Die Zeit wirds geben " (Time will show).
in Cantata No. I50o, in which the strings and continuo are in B minor, the Bassoon is in D minor. This therefore does not signify the use of a Bassoon in low A, but merely the employment of a normal instrument in conjunction with an organ pitched a minor third higher. A Quartfagott appears in an orchestra which performed part of a musical festival held at Nuremberg in I643 or I644. A song was accompanied by two orchestras: one, martial, composed of trumpets, drums, etc., the other, musical, consisting of two pommers, three fagotti, and a quartfagott.9
Bach's earliest use of a Doppelfagott is in Cantata No. 31 (of I715) in which the part often descends to G,, and a curious designation occurs in one of the versions of St. John Passion (of 1723) in which he prescribes " Continuo pro Bassono grosso " using a compass, however, of only C-f. The disuse of the deeper Bassoons has been attributedzo to their faulty construction and weak rattling tone, and it may be for these reasons that Bach refrained from using them in any compositions other than the two mentioned above.
One must also bear in mind, however, the frequently slender instrumental resources at his disposal.
Another original sixteenth century Doppelfagott is preserved in the Heyer Collection (formerly at Cologne, now in the University of Leipzig). It is a large two-keyed Dulzian, 4ft. 5ins. high, descending to Contra F or Contra G-Dr. Kinsky is not precise on the point." It may be assumed that it was still an instrument of this type which Bach employed in I715 and I723, although we have remarkable evidence of an improved type of Italian Contrafagotto of that period.12 It is of dark-stained maple, 6ft. high, and has as a bell a dragonhead with flexible tongue. This curious Contra has a spike for support and is stamped Joannes Maria Anciuti I Invenit et Fecit I Midiolani I
MDCCXXXII, and, above, a winged lion. Anciuti of Milan is known by other instruments bearing dates 1722-40, but clearly this Contra has been improved, as it has nine
The proportions of this giant Contra were misunderstood by H. Lavoix14 who states: "Burney pretend qu'il avait seize pieds, ce qui est exager . . " From the account given below it will be seen that Burney was correct in his statement that the tube-length from reed to bell was sixteen feet.
An announcement in the London Daily Post of 6th August, 1739, states :-To the usual Evening Concert at Marylebone Gardens will be added two Grand or Double Bassoons made by Mr. Stanesby, Senior, the greatness of whose sound surpasses that of any other Bass instrument whatsoever; never performed with before.
It has been said1' that the Contra played by Lampe is that in the National Museum of Ireland, Dublin. That instrument, however, is clearly stamped "Stanesby Junior, London, 1739," whereas the London Press advertisement refers to Stanesby Senior as the maker of Lampe's Contra.'6 It may be remarked, however, that Thomas Stanesby Senior died in 1734, being succeeded by his son Thomas (born 1692, died 1754), and it seems strange that the father's Contras should be announced in I739 as " never performed with before."
The following are the details of this single surviving It would seem that, up to about I850, the inclusion of the Contra in scores depended entirely on whether it was locally available, and as Vienna seems to have been the centre where the Contra was always procurable, so we find it in the scores of Haydn and Beethoven. It received little attention, however, from Mozart and less from Schubert, and it rarely occurs in German scores as it was first considered more suitable for military music.
Gassner in I838 states that the Contrafagott, which included the low Quart fagott, was then very rarely used in Germany (since the Serpent and Ophicleide had been so much improved) and then only in military bands. As an orchestral substitute for the Contra, the Serpent, the Bass-horn or the Ophicleide was used, and it was perhaps more than a coincidence that when these instruments had, each in turn, become obsolete, the Contra underwent improvement and reconstruction until the early years of the present century No less than four Contras, one being of brass, were used for a performance of Haydn's Creation in Vienna in I843, according to Gassner,35 while Castil-Blaze36 records the use of four Serpents in a performance of The Creation at the Opera, Paris, in I8oo, and two ophicleides in I844.
Mozart rarely used the Contra and observed Contra C as the downward limit in the Mauerische Trauermusik (Masonic Dirge) (K.477) in C minor composed at Vienna in July, I785, for 2 Violins, Viola, Bass, i Clarinet, i Bassethorn, 2 Oboes, Contrabassoon, and 2 Horns (or 2 Bassethorns).
Here the Contrabassoon is not obbligato, and Contra C is the lowest note, occurring thrice-in bar 4, and in the seventh last and last bars. g is the upper limit.
Haydn The writing bears every evidence of great haste. It is written in four staves, and it may be that it was prompted by the example of Mozart's Nonet. A month before, he had produced a Minuet and Finale for two oboes, clarinets, horns and bassoons, and it is probable that these were exercises in writing for wind set by Salieri, under whom he was studying at the time . . . As to whether he had any practical experience of the Contrabassoon ... nothing is known: it is not likely that it had a place in the very capable but limited orchestra of the Convict School, where he remained until the month following. It is not used in his first Symphony which they performed on the eve of his departure, nor does it appear in any of his subsequent scores. There is no record of a performance of the Trauermusik. The Contra is scored continually with the Double-Basses, even in the Prestissimo, and the extreme compass is used Bb, to a' sounding an octave lower. Prout remarks38 that "it is doubtful whether the effect is ever entirely satisfactory." Forsyth also comments upon the pp entry of Bassoons, Double-Bassoon and Bass Drum for the first eight bars of the Allegro assai vivace which "unless very carefully played, only just misses being grotesque." Beethoven has, however, given the Contra one very noteworthy passage in the grave-digging scene in Fidelio where it is scored pp with the Double-Basses. The use of the instrument in military music in Germanspeaking Europe led makers there to make a series of attempts to construct a satisfactory metal Contrabassoon. Evidence is somewhat conflicting as to which of these makers led the way. THE SARRUSOPHONE (Fig. 13) Mendel49 informs us that the wooden Contra was weak in tone and that this fact led Stehle, instrument-maker in Vienna, in the thirties of the nineteenth century50 to make a Contra of brass-5ft. 6ins. high.5'
Beethoven employs the Contrabassoon in the
The holes were apparently all covered by keys-fifteen in number-with a compass of two octaves, and the technique was difficult, but the tone was said to be three times as strong as that of the usual Contrafagotti.52 Wieprecht states that in order to simplify the difficult technique of Stehle's Contra, Carl Wilhelm Moritz, celebrated instrument-maker in Berlin, invented at the end of I845 the ingenious Claviatur-Contrafagott.
C. W. MORITZ'S CLAVIATUR-CONTRAFAGOTT.
Though it had but a brief existence, this type of Contra embodied the keyboard as we have it to-day on the Pianoaccordion. Fifteen keys were operated by the finger-board which had black and white touches as on the piano. The tube of the instrument had the same proportions as those of Stehle's model, the tube was conical, the reed a bassoon one, and a slide-key, raised by a special touch-piece, assisted production of the upper octave. 
I6
The Double-Bassoon: Its Origin and Evolution Bohemian maker to be heard at the Paris Exhibition of I889. With a compass of two octaves it could be played without fatigue. The tone was powerful but very vibrant, having little analogy with that of the true Contrabassoon. This was largely due to the construction which differed considerably from that of the bassoon. Indeed Pierre considered that the name "contrebasse--anche," given by M. Mahillon to an instrument presented by him and constructed on the same system, was more appropriate.
C. MAHILLON'S CONTREBASSE-A-ANCHE. This brass Contra58 was invented in 1868 by Charles
Mahillon, the noted Brussels maker. It had as its lowest note D, instead of B 2 but in other respects was identical alike in mechanism, appearance, and arrangement with Cerven,'s Contra. Of the seventeen keys, two were octave keys and all were closed keys except the first, and the fingering was the same as for Cerveny's model. The first four notes from D, to F, were not overblown; the others from F$, to C were overblown using one octave-key, and the remainder of the scale from C# to f using the second octave key. Constant Pierre had the opportunity of hearing the Mahillon Contra and states59 that the timbre was not so good as that of CervenL's Contra. The vibrations produced a disagreeable sound which seemed to be due to insufficient thickness of the metal. Both Mahillon's and Cerveny's Contras had the disadvantage of particular mechanism, and were not, in the literal sense of the term, Contrabassoons, as they did not reproduce the notes of the Bassoon in the Contra octave with the fingering of the Bassoon. Hence arose the difficulty of persuading bassoon-players to adopt it, having regard to the special study required. Pierre concludes by agreeing that bassoonplayers had grounds for objection, but one had to consider these brass instruments as being named to denote that they filled the place of the old, inadequate and awkward Contrabassoon and not to denote their nature or their construction. This Contrafagott is about 2ft. 3ins. shorter than the Contrafagott hitherto customarily in use, in so far as it is composed not as before of two long tubes, but of three shorter ones. It has the advantage of a compass from high G down to Contra C, and responds quite clearly in the lowest notes-which is not the case on the usual Contrafagott. This new Contra is made of wood, weighs only 71 lbs., and is generally on that account not only very light to handle, but also particularly adapted for the performance of marches and military music.
LoUIs MULLER'S MULLERPHONE.

It was in I855 that
The connecting of the tube-lengths is accomplished not by metal elbow-joints, as hitherto customary, but by wooden bends. This affords a special softness to the tone of the instrument, otherwise in itself very powerful, full and pure.
It is blown with a cane reed (a large Bassoon-reed), "speaks" extraordinarily easily, and is therefore very well suited to be a solo instrument.
The fingering of this Contrabassoon is different from that of all Contras hitherto in use, as, in performance, the right hand lies uppermost and the left hand below, whence there results in marching a much more convenient mode of handling. Contras of bassoon-shape by Bradka of Vienna and those of fourfold shape by Heckel of Biebrich, in all of which a relatively small bore was maintained. The original Contrabassoon, on account of its narrow bore, had been regarded simply as an octave to the smaller instruments; it had no characteristic passages of its own, possessing both the form and scale of the smaller, excepting the lowest B2, and Bb2, which no manufacturer had until then been able to produce. Up to that time (i886) the instruments of Haseneier of Coblenz, and of Heckel of Biebrich on Stritter's System, had been accepted as the best and most practical. The article proceeds to record that long and persevering experiments made with Haseneier's instruments in the Hoftheater, Dresden, led to the conclusion that this type was not in any way suited to orchestral use, however well it might suit the military band. The bore proved to be too large, making the lower register imperfect, and preventing such a piano as is required in the Opera. Notwithstanding all efforts to suppress it, the Contrabassophon overpowered the piano of the other wood-wind. The same thorough and systematic experiments were made with the Heckel Contra on Stritter's System, but the same imperfections were just as apparent. The narrower bore was considered to cause a dull tone and weakness in forte passages. The manner of holding the instrument was tiresome and awkward, and, to one accustomed to playing the bassoon, both contrary and annoying. These and other criticisms were said not to be personal but were made by competent judges assembled to hear Fidelio, Thusnelda, Rattenfdnger and Andreasfest. Professor Brauenlich's invention is then described. The tube for I6-foot C was exactly once again as large as that required for 8-foot C LEEDS MUNICIPAL MUSEUM. The instrument, however, descended still only to Contra C. It was this type, the work of Wilhelm Heckel, which was played to Wagner at Bayreuth in October, I879, when the composer was much impressed.
W. H. Heckel has explained83 that as Wagner, after this, composed only Parsifal, it is only in that score that he employed the Contra, writing for it at its actual pitch. In others of his works, the instrument has been introduced by Dr. Hans Richter.
It is not known when the Contra was enlarged to descend to Sub-Contra Bb, but Heckel refers84 to improvements in the bore and the introduction of two octave-keys on the large crook to facilitate fingering in the middle register. It was on the advice of Wagner that Heckel constructed a Bassoon with an extended bell enabling the production of Contra A, and about I900 the Contra was made to descend to Sub-Contra A, the lowest note on the pianoforte and the lowest sound in the orchestra. For the downward extension from Contra C, the bell is made either of long upright shape, or with a large wooden bend terminating in both cases in an inverted metal bell. There are, however, half a dozen variations in shape, and all the bells to A or Bb are detachable and may be replaced by an additional wooden bell rim for Contra C. The large metal crook has a tuning slide to regulate the pitch, as the Contra, on account of its large dimensions (I9ft. Sins. to Sub-Contra A), is specially sensitive to variations of temperature. The tone in the lowest register (sounding Sub-Contra Bb to E) in sustained notes is soft and smooth, becoming easy and flexible as far as E. The instrument is capable even of rapid and staccato passages though the effectiveness of rapid passages is certainly questionable. From E to G the tone commences to lose resonance, and though the compass can be extended from G to f, this portion is better avoided, as the notes sound forced and dull, and can be blown with less effort and more effectively on the Bassoon. Notwithstanding this, Beethoven, Brahms, Ravel and others write up to a, where the Contra is quite useless.
CONTRABASSOON-MAKERS.
As an appendix to this history, a list is added showing practically all known Contra makers who are represented by instruments in the main collections of the world. The list does not include a number of modem makers, all of whom are now making Contras on the same model with German or French fingering. It will be noted that of the forty-five named, no less than twenty-seven are Austrian, German or Bohemian, thus reflecting the lead given by those countries in regard to the Contra, a lead which the German type maintains to this day. 90 In an American gramophone recording, the Contrabassoon ha been replaced by the Bass Tuba, but, in the writer's opinion, the tone of the Tuba is too hard and aggressive for the particular passage. Canon GALPIN: I do not think the paper quoted an allusion by Parke in his Musical Memoirs (I830), in which he speaks of the double bassoon of his day saying that it was a wonderful instrument and resembled very much the " flue " of a Richmond steamboat except that there was no smoke coming out of it. I thought, living as I do at Richmond, I would try and get a picture of a Richmond steamboat, and I found an old engraving. Certainly there was the steamboat and a magnificent funnel with a convolvulusshaped top. It must have been twenty feet high.91
As regards my own double bassoon92 I lengthened it in order to secure the Bb of the 32 ft. octave for the " Heavy Beast" in Haydn's Creation. My friends used to call it the anti-Zeppelin when I had to play it during the last war. It reached over eight feet in height.
I think it is strange that the serpent and the ophicleide should have been used at times in place of the double bassoon. They are pitched an octave higher and have nothing like the tone of the deeper instrument. Berlioz strongly objected to this practice and said it was better to do without the part entirely. The more modern metal sarrusophone is a useful instrument, especially in military bands. I have never seen it used in an orchestra, but in its contrabass pitch it might be a very effective bass. 91 The reference to Parke appears in the paper as printed, p. 6-7, ante. 92 See frontispiece, fig. 2 .
